Already in 156$, twelve months before Michelangelo's death, Vasari could take it for granted that 'as the whole world knows' the New Sacristy of San Lorenzo 'has been, is and will forever remain the school of the arts'/ meaning that it was and should continue to be the model for artists. In fact no other site offered as many sculptures by Michelangelo's hand, or, moreover, as varied: seated and recumbent, male and female, draped and naked-Jt ts thus no surprise to ascertain that, of all of Michelangelo's sculptural works, the figures in the New Sacristy from the very begiirning attracted the largest number of copyists. A survey of the sixteenth-century copy-drawings shows that examples by more than twenty different hands have survived.* Most of these sheets are studies made by apprentices seeking to learn the art of drawing. Since hitherto collectors have not coveted such 'inferior' works, their preservation is accidental and probably many more are lost. This explains the fact that in the cases of most artists only a single sketch-copy is traceable However, larger groups of drawings after the statues of Michelangelo's Sacristy survive by three draughtsmen, Battista Franco {c 1510-61), Francesco Salviati (1510-63) and Giovanni Battista Naldini (1535-91),' and these sheets are notable for their unusually detailed and highly finished style. It is the purpose of this essay to discuss these sheets, and to show that their primary intention was not the study but the reproduction of the statues. As we will see, they were used as models for further drawings, for frescoes and particularly for prints. The early history of the printed reproductions of the chapel will therefore be the second focus of the essay This history that seems to be symptomatic for the figure-oriented reception of Michelangelo's works in the cinquecento begins with two unpublished etchings hen": attributed to Franco {see Figures 6.3 and 6.4) and culminates In the engravings of Cornells Cort (see Figures 6.9 and 6.10), printed in 1570, a date that will be the chronological limit for this study The reproduction and publication of Michelangelo's Sacristy 115 The construction of a new mausoleum for the Medici family, the 'New Sacristy' of the church of San Lorenzo, began in 1519 and ended with the death of the main patron, Pope Clement VII, in September 1534. The socalled 'Medici Chapel' was then little more than a well-advanced building site. The architecture of the whole and of both ducal tombs was complete, but only two statues -those of Giuliano, Duke of Nemours, and Lorenzo, Duke of Urbino -had by then been set up. The four Times of Day lay on the floor, and the third monument of the chapel -the tomb for Lorenzo the Magnificent and his brother Giuliano -was not yet built. Michelangelo's unfinished Madonna and Montelupo's St Damian were in a nearby workshop; Montorsoli's St Cosmas was not yet completed. In spite of this unfinished state, interest in the sculptures and in the architecture of the Medici Chapel reached far beyond the confines of Florence.* A characteristic example is a letter from Pietro Aretino to Vasari in 1535: he asks his fellow-countryman to send reproductions of the sculptures of both Dukes Lorenzo and Giuliano to him in Venice. Since no prints had yet been produced Vasari probably made drawings, which was the easiest way of reproducing them. In his letter of thanks Aretino is extremely pleased with Vasari's reproductions 'both because you were able to portray them, and because they were made by the God of
. However, it seems to me difficult to accept that Salvia ti could have drawn from the sluggish position of the Edinburgh sheet after having adopted the unusual and dynamic viewpoint used for the British Museum drawing. I would therefore rather suggest that the Edinburgh study was done just before the other one, and would explain the difference between them by their intention rather than by the date. The higher finish of the red chalk sheet in London might bt explained by the fact that Salviati was more definite in using it for reproduction purposes, and indeed he took it several times as a prototype for his own inventions, (1963a). 156 (repr.) . : 1177,1173,1171,1167,1178,1176,1175,1172,1169,1170,378,1168,1174,1182,  1139,1163,1164,1086 and 1087,1181,1161,1160,1205,842,843,1000,583,38*, 580,579,1180,  1179,110a, 1101,1103,1100,1099, "62,1105,1104,852,577,1112,1110,576,1109 
For comparison, it is interesting that for the same period I was able to trace drawings by a dozen different artists after the sculptures of the Julius Tomb, three after the St Peter's Pietd and only two sheets directly done after the
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